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[11] After Rogier van der Weyden, The Legend of Trajan and Herkinbald




These three panels have in common their 
technique, period and place of origin, as well 
as their theme. They do, however, seem to 
compete in terms of the horror of the scene 
they depict. Their subjects are drawn from 
history, though some of it is actually legend. 
The magistrate Herkinbald, lying on his 
deathbed, cuts the throat of his nephew,  
who should have been his successor, because 
he has raped one or more ladies of the court. 
The Roman emperor Trajan has one of his 
soldiers (according to some sources his own 
son) beheaded in response to a widow who 
begs him for justice after the soldier’s horse 
tramples her son to death. German Emperor 
Otto III sends his own wife to be burnt at  
the stake because she had falsely accused an 
officer of assaulting her, which had led to him 
being beheaded. Finally, the Persian King 
Cambyses has the judge Sisamnes flayed alive 
for taking a bribe. Sisamnes’ skin is stretched 
over the throne upon which his own son 
Otanes subsequently sits after he has 
assumed his father’s office.
Despite the apparent homogeneity,  
the tradition of decorating aldermen’s halls, 
where justice was also administered, with 
scenes depicting examples of justice or  
injustice is much broader and richer than  
the works listed above would suggest. This  
is true in thematic, temporal and geographi-
cal terms and in terms of the media used. 
Sculptures (indoor and outdoor), stained-
glass windows and tapestries were also  
From the second half of the fourteenth 
century, it was customary in the Netherlands 
to decorate rooms where legal cases were 
heard and judgments passed with art designed 
to encourage judges to perform their task 
honestly and with integrity. Today, art histori-
ans associate this tradition first and foremost 
with three justice panels — showing examples 
of righteous judgments from the past — that 
were made for town halls in the Southern 
Netherlands in the second half of the fifteenth 
century: The Legend of Trajan and Herkinbald 
(1439−1450), painted by Rogier van der 
Weyden for Brussels town hall (and destroyed 
by Louis XIV’s troops when they attacked the 
city in 1695, but known from a copy in the 
form of a tapestry made around 1450, which 
today is kept at the Bernisches Historisches 
Museum) [Fig. 11]; The Justice of Emperor Otto 
III (c.1471−1475) made by Dirk Bouts for 
Louvain town hall (now at the Royal Museums 
of Fine Arts of Belgium in Brussels) [Figs. 12 
and 13]; and The Judgment of Cambyses (1498) by 
Gerard David, created originally for the town 
hall in Bruges (now in the Groeningemuseum 








[12] Dirk Bouts, The Justice of Emperor Otto III: Beheading of the Innocent Count
c.1473−1475, oil on panel, 323 × 181.5 cm, Royal Museums of Fine Arts of Belgium, Brussels, inv. 1447
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[13] Dirk Bouts, The Justice of Emperor Otto III: The Ordeal by Fire
c.1471−1473, oil on panel, 324.5 × 182 cm, Royal Museums of Fine Arts of Belgium, Brussels, inv. 1448
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[14] Gerard David, The Judgment of Cambyses
1498, oil on panel, 318 × 182.3 cm, Groeningemuseum, Bruges, inv. 0000.gro0040.i-0041.i
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[15] Gerard David, The Judgment of Cambyses
1498, oil on panel, 318 × 182.3 cm, Groeningemuseum, Bruges, inv. 0000.gro0040.i-0041.i
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in Antwerp).3 She is surrounded not only by 
Moses with the tablets of the law and by 
figures from Roman history, including 
Emperor Justinian, Numa Pompilius and 
Pliny the Elder, but also the ten members of 
the Serment of the Brabant Mint, who had 
commissioned the painting.
In 1623, Peter Paul Rubens painted a 
Judgment of Cambyses for the town hall in 
Brussels. He may also have painted a Last 
Judgment and a Judgment of Solomon for the 
same building. All these works were lost 
during the bombing of Brussels in 1695, but 
several design sketches for and copies of The 
Judgment of Cambyses have survived [Fig. 16].4 
Most seventeenth-century justice-themed 
art for aldermen’s halls is in the Northern 
Netherlands, however. A strikingly large 
proportion of these works were painted by 
artists from or trained in the South. Between 
1646 and 1650, Theodoor van Thulden, a 
pupil of Rubens, made at least three paint-
ings for his hometown of ’s-Hertogenbosch, 
including Unity and Justice (1646).5 Perhaps 
the most beautiful, and undoubtedly the 
most impressive, justice scene from the 
Northern Netherlands in the seventeenth 
century is the sculpture that Artus Quellinus 
the Elder supplied for the new town hall in 
Amsterdam, at almost the same time. At the 
tribunal (vierschaar), where death sentences 
were pronounced, we see Justitia and several 
other scenes: the judgment of Solomon; the 
story of Zaleucus, the Greek lawgiver who 
condemned his son to have both his eyes put  
out for adultery but in the end had one of  
his own eyes and one of his son’s removed  
to lighten the sentence [Fig. 17]; and finally, 
Brutus, the Roman consul who had his own 
sons beheaded because they were involved in 
a plot to reinstate a deposed king.
used in the same context. Similar images 
occur in artworks that were not intended as 
decoration for aldermen’s halls, but probably 
had a similar purpose, such as illuminated 
manuscripts and prints. The most common 
source of inspiration for these works was  
the Bible. A large proportion of the early 
works of this type depict the Last Judgment, 
such as the version that Jan Provoost painted 
for the aldermen’s chamber in Bruges town 
hall in 1525. Other frequently depicted biblical 
themes are the judgment of Solomon and the 
story of chaste Susanna.2 These images are 
somewhat gentler than the historical exempla. 
In the judgment of Solomon, the biblical king 
is called upon to pass judgment in a case in 
which two woman have given birth at the  
same time. One of the babies died shortly  
after being born, and both mothers claim the 
remaining child as their own. When Solomon 
gives the order to cut the child in two, one of 
the women relinquishes her claim. Solomon 
thus knows that she is the real mother, who 
would rather give up her child than see it die. 
The chaste Susanna is spied upon and harassed 
by two elderly judges. When she refuses to 
respond to their advances, they accuse her  
of adultery. The threat of execution hangs  
over her until the prophet Daniel calls for  
the judges to be questioned again. Their  
mendacity is revealed, and they themselves  
are executed.
In addition to the Bible, legends and 
history, allegories also came to play a  
greater role in art on the subject of justice  
and righteousness, particularly from the  
sixteenth century onwards. Maarten de Vos, 
for example, placed Lady Justice at the  
centre of The Tribunal of the Brabant Mint  
in Antwerp (1594), the panel he painted  
for the courtroom of the Brabant minters in 
Antwerp (now in the Snijders&Rockox House 
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[16] Peter Paul Rubens (workshop), The Judgment of Cambyses
After 1626, oil on panel, 44 × 44 cm
Bildergalerie am Schloss, Potsdam, inv. gk i.1586
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[17] Artus Quellinus, The Magnanimity of Zaleucus
c.1652, marble relief, 240 × 180 cm, Royal Palace, Amsterdam
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common scene found on justice panels in the 
seventeenth century featured Willem III of 
Holland in the main role. The most haunting 
version is in The Judgment of William the Good, a 
painting that Nicolaas van Galen made in 1657 
for the town hall in Hasselt (Overijssel).8 
Willem III is having a bailiff executed with his 
own sword because he has treated a farmer 
unjustly. The farmer had refused to sell the 
bailiff a fine cow, so the bailiff had it stolen 
from the meadow and replaced by a much 
thinner animal. Willem III is probably the 
most recent character to be depicted on a 
justice panel, though he died over three centu-
ries before Van Galen painted his story.
In the medieval period and the start of the 
early modern period, the distant past was 
regarded as an infinite source of knowledge 
and wisdom, much more so than it is today.  
Of course, not everything was automatically 
regarded as valuable. One important distin-
guishing feature was authority (auctoritas). 
Tales with authority contain timeless truths 
and models worthy of emulation.9 The writers 
of these accounts were called auctores, the  
basis of the modern term ‘author’, though  
it does not have precisely the same meaning 
(not every author was or is an authority).
The main sources of auctoritas were  
the Bible and the Church Fathers, plus  
(already in the Middle Ages) the works of 
writers from antiquity, fables and legends.  
It seems a certain balance was sought  
in the auctoritas used in exempla. A good 
example is the ‘Nine Worthies’, a more  
or less fixed group of nine rulers regarded  
as the greatest in world history. This select 
company had a balanced composition,  
consisting of three pagans (Hector, Alexander 
the Great and Julius Caesar), three Old  
Testament leaders (Joshua, David and Judas 
Maccabeus) and three medieval Christian  
E X E M P L A  A N D  S E N T E N T I A E
In a justice panel an allegorical figure such as 
Lady Justice functions as an absolute symbol 
of justice. Anyone who is not familiar with this 
figure might not readily see from Maarten de 
Vos’ painting for the Brabant Mint why she 
symbolises justice, unlike most other images 
made for courtrooms. The righteous character 
of Cambyses or Solomon, for example, is clear 
from a specific action depicted in the work. It 
is not about who the characters are, but what 
they did.
The narrative, anecdotal nature of justice 
panels reveals their debt to classical rhetoric. 
As the name exempla iustitiae suggests, these 
were exempla, ‘moral examples’. In De Inven-
tione, a manual for orators from c.85 BC, the 
Roman orator and lawyer Marcus Tullius 
Cicero described an exemplum as something 
that ‘by recalling a precedent or an experience 
supports or weakens a case by citing a person 
or a historic event’.6 Just as an orator quotes 
anecdotal examples to convey an abstract idea 
or concept to his or her audience or to 
convince them of an argument, so these works 
of art were intended to remind judges of the 
importance of righteousness, impartiality, 
severity, clemency and integrity when passing 
judgment.7 As with church altarpieces, the 
meaning of justice panels had to be readily 
understood in relation to a certain place (a 
courtroom), a certain audience (those called 
upon to pass judgment) and a certain action 
(administering justice).
Exempla were seldom inspired by contem-
porary events. The stories depicted on justice 
panels from the Netherlands come from  
the Bible (Solomon, Susanna), antiquity 
(Zaleucus, Cambyses and Trajan) or medieval 
history and legend (Otto III, Herkinbald of 
Bourbon). In the Northern Netherlands a 
52
Exempla and adagia were often combined in 
the courtroom, with exempla being incorpo-
rated into visual exempla iustitiae and adagia 
used as inscriptions on walls and beams,  
for instance. In an oft-cited passage from  
Het rechtsboek van Den Briel, Jan Matthijsen,  
a municipal secretary from Brielle in Holland, 
gave some advice for the decoration of council 
chambers in the early 1400s.
‘The council chamber must be clean and 
full of paintings and [on the walls] inscriptions 
of wise teachings from the past, from which 
sovereigns (King Arthur, Charlemagne  
and Godfrey of Bouillon).10 They are found 
mainly in court literature and art, but also  
in some early justice panels. In the late  
fourteenth century, Jan I Keldermans made  
a series of stone beam corbels, some of  
them featuring the Nine Worthies, for  
the aldermen’s hall in Mechelen [Fig. 18].11
Exempla are examples of human actions. 
Knowledge and wisdom from the past were 
also derived from sayings, particularly adagia 
or sententiae, brief moral sayings, or adages. 
[18] Jan I Keldermans, Julius Caesar (?)
1384−1385, corbel, 28 × 45 × 20 cm, Aldermen’s Hall, Mechelen
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M I R R O R S
‘[A]ensien doet ghedencken’ (To see is to  
bear in mind): this was why courtrooms were 
decorated with artworks and inscriptions, 
according to Jan Matthijsen of Brielle. Judges 
were expected to recognise themselves and  
the situations they encountered in their  
professional role in the exempla shown on 
justice panels. It was believed this would 
encourage them to make fair judgments.
There is no doubt that judges were often 
driven by motives other than a desire for justice. 
Complaints about corruption among aldermen 
are common in contemporary sources. Lucra-
tive aldermen posts and the role of judge that 
came along with them were often shared among 
members of a family, who also protected and 
favoured each other.15 It is perhaps no coinci-
dence that so many justice panels show situa-
tions in which a judge’s relative engages in 
criminal or corrupt behaviour.
Justice panels were seen as mirrors,  
in a now largely outmoded sense (except  
for phrases like ‘hold a mirror to’): that of  
an example worth emulating, or designed to 
warn or deter.16 During the Middle Ages and 
the early modern period there was a whole 
range of ‘speculum literature’ of which the 
‘mirror for princes’ — didactic works designed  
to inspire the monarch — is perhaps the best-
known genre. ‘It will give your reputation yet 
more radiance and lustre,’ wrote Erasmus in  
his dedication of The Education of a Christian 
Prince (Institutio principis christiani), a mirror  
for princes for the young Charles V, ‘that 
Charles has been a prince before whom one 
could without fear and without any semblance 
of flattery hold up the portrait of a righteous 
Christian prince, because the excellent prince 
that he was already was pleased to recognise 
himself in the model, or because the young man 
one can derive wisdom and understanding;  
it is after all said that to see is to bear in mind, 
and that is undoubtedly true.’12
Exempla and adagia have been compiled 
into collections, often alphabetically or the-
matically arranged, since antiquity. They were 
used mainly as source material for speeches 
and sermons, and for educational purposes. 
The Humanist Erasmus used such collections 
in his teaching, gathering more than four 
thousand adagia into a book between 1500  
and 1536. Collections of exempla and adagia 
were also frequently used as sources for justice 
panels. The story of Herkinbald, depicted by 
Rogier van der Weyden, appears in the thir-
teenth-century collection of exempla by the 
German monk Caesarius of Heisterbach.13 In 
the Middle Ages and the beginning of the early 
modern period the Factorum ac dictorum memo-
rabilium libri IX was a very popular source of 
exempla from antiquity. This collection of a 
thousand instructive stories was presented to 
the Emperor Tiberius by the Roman author 
Valerius Maximus around AD 30. He was the 
source of two of the best-known exempla iusti-
tiae, the judgment of Cambyses and the 
judgment of Zaleucus.14
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[19] Gaspard Heuvick, Allegory of Justice
1589, oil on panel, 150 × 125 cm, MOU — Museum of Oudenaarde and the Flemish Ardennes, inv. 29
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is clarified and underlined by an inscription  
on its edge: ‘O MORS. ERKEN DICH 
SELBS’ (Oh death. Know thyself).
A mural of the Last Judgment that Frans 
Sanders painted in 1526 for the council 
chamber of the Aldermen’s Hall in Mechelen  
— the place where the Great Council of 
Mechelen met until 1616 — also includes a 
mirror [Fig. 21]. It is held by a personification 
of Death lying at the feet of the archangel 
Michael. Most of the chamber is reflected  
in the mirror. On the opposite wall we see a 
Calvary by Sanders (an image often combined 
with the Last Judgment in courtrooms in  
the Netherlands and France), and the Great 
Council is sitting in session between the two. 
The significance of the scene and the message  
to viewers, the members of the Great Council, 
is clarified by an inscription, as in Lukas Furte-
nagel’s painting. In Sanders’ mural it is shown 
on a board held by St Michael: ‘IUDICIU(M) 
TIME’ (Fear the judgment).
From 1587 the members of the Great 
Council of Mechelen may have seen two images 
of the chamber in which they were seated 
depicted on the wall. It may have been in that 
year that the Opening Session of the Parliament  
of Burgundy Under Charles the Bold (1474) was 
hung in the Aldermen’s Hall in Mechelen. This 
painting shows Charles the Bold, the Duke of 
Burgundy who established the Parliament in 
Mechelen, surrounded by council members in 
session. The name of each member is also given. 
Both the attribution to Mechelen artist Jan 
Coessaet and the date of the work are uncer-
tain, but at any rate the painting seems to  
have been made much later than the scene  
it depicts.19 The most likely function of the 
painting was to remind later council members 
of the institution’s illustrious past, and thus 
impress upon them the importance and gravity 
of their task.
who was always keen to better himself would 
imitate it wisely’.17
Actual mirrors were sometimes incorporated 
into paintings, prints and sculptures to empha-
sise their didactic mirror function. Legal scenes 
often show the figure of Justitia accompanied by 
Prudentia (caution and wisdom), another of the 
four cardinal virtues, who generally holds a 
mirror as one of her attributes. Both these 
virtues, who together form ‘jurisprudence’, 
feature on the façades  of Antwerp town hall and 
the former Town Hall (now Royal Palace) in 
Amsterdam; on the Allegory of Justice panel (1589) 
that Gaspard Heuvick made for the aldermen’s 
chamber in Oudenaarde [Fig. 19]; and in the 
ensemble of sculptures Artus Quellinus 
designed for the interior of the tribunal in the 
former Amsterdam Town Hall. In Heuvick’s 
painting the convex mirror is angled slightly 
towards the viewer — the aldermen. Quellinus’ 
Prudentia for the Amsterdam tribunal was 
located opposite the place where the judges sat, 
alongside Justitia.
Prudentia’s mirror was the symbol of 
self-knowledge and reason — seeing things 
the way they really were and not as people 
liked to imagine them. In his Iconologia,  
an influential book of emblemata, or moral 
emblems, published in 1593, Cesare Ripa 
defined the meaning of Prudentia’s mirror as 
‘the knowledge of the Wise Man, who cannot 
judge his actions if he does not see or improve 
his own failings’.18
In terms of its shape and meaning,  
Prudentia’s convex hand mirror is related  
to the mirror often seen in vanitas paintings  
as a symbol of mortality and pride. A prime 
example is the 1529 portrait of painter Hans 
Burgkmair and his wife Anna by Lukas Furte-
nagel [Fig. 20]. The two figures in the painting 
look in the mirror but see skulls rather than 
their own faces. The meaning of the mirror  
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[20] Lukas Furtenagel, The Painter Hans Burgkmair and his Wife Anna 
1529, oil on panel, 60 × 52 cm, Kunsthistorisches Museum, Vienna, inv. gg 924
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[21] Frans Sanders, The Last Judgment
1526, mural, Aldermen’s Hall, Mechelen
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Peter Paul Rubens received three thousand 
florins from Brussels for his Judgment of 
Cambyses — a huge sum even for an artist  
of his stature.22
Artworks for places where justice was 
administered in the late Middle Ages and  
the beginning of the early modern period not 
only served as exempla, they were also impor-
tant prestige objects, intended to display the 
power and prosperity of the town and its 
administrators. In this respect too these works 
acted as mirrors, albeit mirrors which the 
aldermen were reflected in, rather than reflect-
ing on them. Aldermen sometimes had their 
The didactic function of the justice panels only 
goes some way to explaining the huge cost and 
effort that municipal administrations went to 
in having them made. Dirk De Vos suggests 
that the administration in Brussels poached 
Rogier van der Weyden from Doornik so that 
he could become the city’s official painter.20 
This position involved more than simply pro-
ducing justice panels for the town hall, though 
these certainly seem to have been Van der 
Weyden’s most prestigious commissions. The 
Justice of Trajan and Herkinbald is also the piece 
that most closely linked him to the Brussels 
city administration after his death.21 In 1622, 
[15a] Gerard David,  
The Judgment of Cambyses (detail)  
1498, oil on panel, 318 × 182.3 cm
Groeningemuseum, Bruges,  
inv. 0000.gro0040.i-0041.i
[12a] Dirk Bouts, The Justice  
of Emperor Otto III: Beheading  
of the Innocent Count (detail) 
c.1473−1475, oil on panel,  
323 × 181.5 cm  
Royal Museums of Fine Arts  
of Belgium, Brussels, inv. 1447
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Anthony van Dyck painted for the town hall  
in Brussels in 1634, and which is now known 
only from a grisaille oil sketch and a series  
of head studies, the judges are accompanied 
only by Lady Justice [Figs. 22, 23 and 24]. In 
contrast to the members of the Great Council 
depicted in Frans Sanders’ The Last Judgment 
for the Aldermen’s Hall in Mechelen, these 
aldermen are not portrayed first and foremost 
as those on whom judgment will be pro-
nounced, but above all as those who them-
selves pronounce judgment; not as men who 
are subject to the law, but as men in whom the 
law resides.
‘A L L  T H A T  I S  R I G H T ’
At the end of his famous Schilder-boeck (Book  
of Painters, 1604), artist and writer Karel van 
Mander included a comprehensive guide to 
gods, animals and objects that appear in the 
art of the Greeks, Romans and Egyptians.  
This was intended to help painters and poets 
own portraits incorporated into a justice 
panel. It is, for example, assumed that the five 
figures in the left-hand panel of Dirk Bouts’ 
The Justice of Emperor Otto III are portraits of 
the city councillors in Louvain [Fig. 12a].23 The 
Judgment of Cambyses by Gerard David contains 
twenty portraits, mainly of city administrators 
[Fig. 15a]. While the work was being made 
several portraits were added and others 
replaced, presumably newly elected Bruges 
aldermen.24
In later artworks made for courtrooms  
in the Netherlands, portraits of aldermen are 
often more prominent than the exemplary  
or allegorical figures in the paintings. In The 
Tribunal of the Brabant Mint in Antwerp (1594) 
by Maarten de Vos, the members of the court 
are no longer hidden in the scene as portraits 
historiés. They pose in their contemporary 
finery behind Lady Justice, Moses, Emperor 
Justinian, Numa Pompilius, Egeria the nymph 
and Pliny the Elder. In the group portrait of 
members of the Brussels tribunal that 
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reconcile with the many contemporary reports 
of nepotism and other forms of corruption.
The reason why the mirror is untrue, Van 
Mander explains, is because it ‘shows all that  
is right on the left’, ‘and all that is left on the 
right’. However, this is also a play on the 
Dutch for ‘right’ (rechts) and ‘left’ (slincks), 
which gives the typology of the mirror a  
particular connotation in legal art. Rechts  
can also mean ‘righteous, honest’, and slincks  
can mean ‘cunning, deceptive’. Anyone who  
is honest and righteous will regard what  
he sees in the mirror as, above all, untrue; 
anyone who is untrue seldom recognises 
himself as such.
understand this ancient art and draw inspira-
tion from it. Van Mander’s list also includes the 
mirror. Unlike Cesare Ripa, quoted above, who 
saw ‘the knowledge of the Wise Man’ in it, for 
Van Mander the mirror is a decidedly negative 
symbol. He suggests that although we use a 
mirror ‘for knowledge of ourselves’, we are 
mistaken, for in antiquity it was seen above all 
as ‘falsity, showing only the appearance of the 
true essence, but not the truth itself ’.25
Van Mander’s entry on the mirror in the 
art of antiquity is to some extent the key for 
anyone today trying to understand the art that 
decorated courtrooms for centuries. These 
works were often perceived as a kind of mirror, 
and mirrors regularly feature in them. Van 
Mander’s contemporaries, those who were 
called upon to administer justice in the halls 
where these works were displayed, liked to see 
themselves in them, as righteous men or as 
men who, with the help of examples from the 
Bible and from history, strove for righteous-
ness. To what extent justice panels actually 
made judges more virtuous is difficult to ascer-
tain, however. Striving for justice is not easy to 
 1 On the phenomenon of justice panels in the Netherlands, 
see above all De Ridder, 1989; Van der Velden, 1995; 
Ridderbos, 2014; Martyn, 2016b.
 2 Martyn, 2016b.
 3 See text by Emile van Binnebeke (p. 200)
 4 McGrath, 1997, I, 39−47.
 5 Van de Meerendonk et al., 2017.
 6 Cicero, 2000, 89: ‘Exemplum est quod rem auctoritate  
aut casu alicuius hominis aut negoti confirmat aut infirmat’ 
(De Inventione, I.xxx.49).
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[22] Anthony van Dyck,  
The Brussels Aldermen  
around a Statue of Lady Justice
1634, oil on panel,  
26.3 × 58.5 cm
École nationale supérieure 
des Beaux-Arts,  
Paris, inv. mu 11705
[23] Anthony van Dyck,  
Head of a Bearded Man  
Wearing a Wheel Ruff
c.1634−1635, oil on panel,  
64 × 57 cm
Ashmolean Museum,  
Oxford, inv. wa1855.172
[24] Anthony van Dyck,  
Head of a Bearded Man  
Wearing a Falling Ruff
c.1634−1635, oil on canvas,  
64 × 57 cm
Ashmolean Museum,  
Oxford, inv. wa1855.173
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 7 On exemplarity in general, see Palmer, 1996; in relation  
to justice panels specifically: Van der Velden, 1995, 9−13.
 8 See text by Suzanne van de Meerendonk (p. 207).  
Other examples can be found in The Hague, 1999.
 9 Ascoli, 2008, 7.
 10 Van Anrooij, 1997a.
 11 De Ridder, 1989, 14−19; Van Anrooij, 1997a, 197−200.
 12 Original Dutch: ‘Die raetcamer sal binnen suverlic gemaect 
wesen ende besait van poortraturen ende bescreven mit goeden 
ouden wyser leeren, dairmen verder wijsheit ende vroetscip 
uut verstaen sal moghen; want men pleegh te segghen: 
aensien doet ghedencken; ende dat is sonder twivel 
wairachtig.’ [my italics]. Quoted in Van Anrooij,  
1997b, 11−12.
 13 See text by Vanessa Paumen (p. 177).
 14 Martyn, 2016b, 46−49.
 15 On corruption in the judicial system during the  
Burgundian period, see Boone, 1998, 92−111  
and Ridderbos, 2014, 288−289.
 16 On mirrors in art and literature in the early modern period, 
see Stoichita, 1999, 248−264; Shuger, 1999.
 17 Original Dutch: ‘dat Karel een prins is geweest aan  
wie men zonder vrees en zonder zweem van vleierij het 
portret van de rechtschapen en ware christenvorst kon 
voorhouden, omdat de uitmuntende prins die hij al was, 
zich met genoegen in dit model herkende, of omdat de 
jongeman die zichzelf altijd wilde verbeteren het  
wijselijk zou navolgen.’ In Erasmus, 2006, 138.
 18 Original Dutch: ‘de kennisse van de Wijse, die oock zijne 
handlingen niet kan rechten, indien hy zijne gebreecken 
niet kent noch verbetert’. In Ripa, 1644, 623.
 19 See text by Paul De Win (p. 196).
 20 De Vos, 1999, 54.
 21 On this subject, see for example the responses of foreign 
visitors who saw the panels in De Ridder, 1989, 42−43.
 22 McGrath, 1997, II, 42.
 23 Ridderbos, 2014, 275.
 24 Ridderbos, 2014, 282.
 25 ‘valscheyt, vertoonende slechs den schijn van t’waer wesen, 
maer de waerheyt selfs niet’.
